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if what one makes is not created with
a sense of sacredness, a sense of
wonder; if it is not a form of love
making; if it is not created with the
same passion as the first kiss, it
has no right to be called a work of art,
ALFRED STIEGLITZ
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A SHORT STATEMENT PRECEEDS EACH ILLUSTRATION
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The project undertaken by this candidate
proved extremely interesting with the
newly acquired knowledge discovered
and generated during the five months,
January to May. With this length of
time it was possible to read many
books on photography, both. technical
and visual, and experiment with new
applications of photography, visit
university programs, and talk with
students presently studying photo
graphy.
Throughout the work each new awareness
learned from the total research process
was applied to the development of the
direction of the course.
The time necessary to complete all
the desired research was enough but
had the opportunity been available,
it certainly would have been ideal
to make further experiments with the
media and also undertake additional
reading.
Within the course the information
presented has been carefully reduced
to the minimum so that the concept of
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Submitted by: Donald A. Dickinson Date: January 10,1963
Advisor:
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Cha i rman :
I Purpose of the Thesis: The purpose of this thesis
is to design a basic course
in photog raphy for Art and
Design st idents.
II Sccpe of the Thesis: During th ; past three years
the candidate has assisted in
the -instruction of photography
to collegi art students.
At this t'.me definite thoughts
on how an i what material
should be taught in a foundation
course have developed.
The stude it must be presented
all the necessary technical
informati m in a challenging
manner, b it in addition must
find for limself the exciting
possibil i :ies for expression
in the ph >tographic medium.
Photograp'iy is an area of
express io i- which holds special
significaice to the candidate,




statement ; and solutions for
others is recognized.
The primary concern of this
thesis is the production of
a course En photography which
will be meaningful and stimulating
to the student, and that by the
completio-i of the course the
student will have been challenged
in his th.nking.
The finished thesis will be
presented as a book.
Ill Procedures: The candidate will study
a number of photographic programs
and visit selected colleges
to research the methods of
instruction.
Extensive reading and looking
at photographic and visual
material 'ill be undertaken.
Selection; will be included in
a bibliography for the course.
The production of a limited
yet comprehensive set of slides
on photography
- applications
and history to be used within
the cour: e.
Upon completion of the
instruct: oral research,
reading, and primary thoughts,
an evaluation will be made
by the candidate as to the
scope of the material and
program, witth those area's
requiring further vork or
review,
' he necessary
concent ration will be applied.
The Thes: s "eport will indicate
the exploration of photographic
programs and instruction. Visual
material discovered and generated
and appl.ed to the project
will be included in the report.
IV
A'
tentative Proposals: (A) An investigation of the
sequential development
of images.




As this thesis project was worked on
for two quarters, it was possible to
achieve a greater amount of reading
and personal contact research, than
if only one quarter been available,
as with the usual thesis program.
Before the project had been approved,
some ideas and thoughts had begun to
develop and all of these were put down
in note form, although random and
at times quite abstract the use of
these notes was very helpful.
At first an attempt was mad^ to gather
all the information on photographic
courses taught at the college level
that had been collected for the past
few years so that it would be possible
to gain some cohesive insight as to
the structure of programs that taught
photography to art students. Membership
in a professional photographic education
society helped, as over the past two
years contacts have been nade with
faculty members teaching the Fame type
of programs and their course direction
was remembered from meetings. It was
at this time that a trip was planned
in March to certain selected universities
to visit individual faculty, see the
amplication of the course, and talk
to students.
From the very beginning an intensive
reading and looking at
picture" books
project was started, so that a selection
of some of these could be used in the
book. In addition to use directly within
the thesis book the reading was applied
to the concepts of the photographic
media that were considered important
to learn. Many of the books were new
and required much consideration as to
their value against another book by
a different individual, or in the
case of a strictly visual book or
portfolio it was necessary to make
judgements as to the learning value
of one book over another within the
structiue of the projected course.
The process of reading and looking
went on continually from the start
until the typing of the final draft,
and was constant with the application
of research in this area almost every
evening. . With the use of the library
at George Eastman House it was possible
to see many older books and magazines
which were rare and generally unavailable.
The use of the Research Center of
Eastman House made it possible to
study original prints of many photo
graphers.
While reading and looking, jpuch time
was spent in consideration and think
ing about the material and how it
could be applied or incorporated
within the project. With the reading,
this also took place over the entire
period and also was very time consum
ing. As each new thought developed
and placed into relationships with
past ideas the structure of the course
further progressed.
Within the first few weeks of the
thesis a sketchy draft of the technical
aspects of photography were written
and thought about as to their use by
a art student with no or little idea
of the methods in photography. The
amount and type of technical infor
mation required by a learning student
was considered in relationship to the
developing concept of the course.
The ideas and notes in this area con
stantly changed until after the trip
to other universities, which helped
in deciding a direction for this
material. It was possible, after the
trip, to write down some paragraphs
on the use of the camera and processes
of which little was changed.
Nearing the end of the first quarter
a direction of the course had developed
and it was possible to set up some
possible program outlines. In addition
at this time work was started in the
experimental applications of the
photographic process. It was planned
to start producing the slides after
the visits to other schools.
From March 10th to the 24th a trip
to the west coast where the follow




San Francisco State College
San Francisco Art Institute
University of California at
Berekely .
University of California at
Santa Barbara
University of California at
Los Angeles
Upon returning from the trip a meet
ing was held with students from;
Rhode Island School of Design
Institute of Design
State University College of New York at
Buffalo
State University College of New York at
Geneseo
The sum of the trip and meeting with
students gave a greater insight as
to the type of programs presently
taught and the type of programs that
the students would find interesting
and moving in a direction that would
prove exciting. With all individuals
talked to my concept was outlined
and the type of assignments explained.
Generally the feedback was favorable
with some new ideas being generated
in my mind so that the course that
I was designing would not become
a copy of another program nor would the
idea of varied expermental work become
technical and unexciting to the creative
mind.
The production of the slide material
was the major disappointment within
the production of the thesis. Nearly
100 slides of the history of photography
6
were shot on color film to achieve
the finest image quality and color
rendition. Another 50 slides were
made of selected visual material
that would have been used in the
teaching of the course. It was
impossible to keep control over the
processing of the slides and there
fore the quality left something to
be desired. The entire production
was produced again but although the
quality improved I did not believe
that they were acceptable for use
in the thesis. The time spent in
making the slides was costly, but
the experience in the production of
consistant quality slides was gained.
By April most of the time was spent
in researching experimental processes
and the producing a limited number
of results with these experiments. The
results of this part of the thesis
was of personal interest as it extended
my knowledge of the media. Examples
of some of the experiments are included
within this book.
The writing of the material on the
technical aspects of photography was
started in the mid-part of April, and
this proved to be a very slow project.
The type of material to be covered
and its presentation was set down and
then evaluated within the idea of the
course direction. It was not until the
first of May that a decision was
reached as to what and how was to be
finally written.
At this same time the editing of over
two hundred selected statements and
critical essays was started, and as
with the writing of the technical
material this proved to be a difficult
project. It was not until the last
week of work on the thesis before the
final selection was made and satisfied
me. The selection of books to be included
in the bibliography was also made at
this time.
The last week of work was spent on
the physical production of the final
written project and the collecting
of the notes made during the thesis
research. Typing was started and the
production of folders for the written
book were made. A limited number of
copies of the thesis were produded
to be presented in these simple
folders. The final text material will
be bound in a book after the presentation
of the thesis.
Upon completition of the thesis the
time spent on all areas of reading,
writing, conversations, and experiment
ing seemed to be well distributed as
a the time for final production approached
most all the required work was completed
and ready for coordination.
PHOTOGRAPHY




The material within this book v/as developed for
a thesis project, in which a basic photography course for
art students was designed. Working over a period of five
months, visits to colleges, interviews with students,
reading of photographic material and books, and experimen
tation with the application of the photographic processes,
was undertaken.
Reading of the book is meant to support a
classroom involvement where the student would have a
comprehensive lecture and visual display of the necessary
technical material.
The course has been designed for a period of
one year, for sophomore or juniors, with the first half
of the year spent learning the technical processes to
work with photography. During this period an awareness
of the creative use of photography would be considered 0
At the end of the first half of the year, the
opportunity for a workshop concept would be started. The
student could study and apply any application of photo
graphy whether straight or manipulated. Short basic
projects to become aware of different problems could be
started, or long term projects could be designed.
With the concept of a workshop, individual
criticism could be given to the student and the work
Ill
would be open for discussion by other class members.
The fundamental device is for flexibility for
the student to find and use areas of expression within the
framework of the interests of the Individual.
The book does not give assignments or set
guides for instructions as this does not fit the author's
view of a workshop with flexibility. The work covered
would be paced by the students progress, interest, and













PHOTOGRAPHY - A BASIC COURSE FOR ART STUDENTS
On the pages that follow the reader will not find
a textbook on photography, nor will the photographic pro
cess and cameras be presented in a technical manner. The
material v/as written specifically for the student who has
an interest in the photographic medium and is majoring
in art where an introductory course in photography would
give the individual a feeling for a new area of expression
and direction of work.
The material is not designed to make the
individual a "photographer", but is developed to give
certain basic information about the photographic process
>-. i
*'
that is necessary to work with the medium. After devel
oping a basic understanding, the individual student could
explore different and varied applications of the photo
graphic process. Not only would a technical understanding
be acquired, but an awareness of the use of photography by
others as an area of expression in its own right and an
extension of expression. This would be accompolished by
reading and thinking problems. The individual would
explore personal areas of interest, from a specific appli
cation or various experiments with the use of photography.
In reading the section on cameras, films, and
printing, it should be clearly understood that the specific
information would be covered in a lecture and that this
writing is only an introductory section to acquaint the
individual who has little or no understanding of any aspect
of photography. The concept of the course is that the
students would hear a lecture and see a demonstration of
the fundamentals and their applications and also would have
close contact with the instructor in order to have an
immediate response. Learning from a text book or labora
tory manual cannot teach more than technical proficiency,
in this program the direction is to acquire technical as
well as a visual and intellectual awareness.
There is a selection of thoughts and quotations
that follows the basic information on cameras and films.
These were selected to develop and help the student's
intellectual awareness of the thinking on photography and
of some of the individuals whose names would become familiar
if further study were undertaken ,
There is also a bibliography of titles of general
interest. Some of the books are strictly technical, others
are visual, and others give a background on the history of
photography.
The use of the thoughts and quotations and the
bibliography is not intended to be a separate part of the
course. After the fundamental camera and printing
operations have been learned, projects both visual and
and thinking could be undertaken.
Some of the basic photographic projects could
include the production of photograms or cameraless images,
the multiple negative and print exposure, light and its
quality, depth of field and its creative use, portraits
both self and of others.
In addition to photographic negative and printing
problems the possibility to work with offset plates, photo
etching resists (for print making), image reducing agents,
sensitizing solution, high contrast materials could be
investigated for individual problems and their solution.
In the solution of visual problems it is possible
to apply, at times, references to the selection of thoughts
and quotations .
It is desired that at the completion of the
course the student would have the basic knowledge to use
photography as an Individual medium and would also have a
working knowledge of the extensions to v/hich the medium
can be applied.
Camera Equipment
There is a great variety of cameras available
on the market, ranging from the simple box camera to
the
automatic, to expensive cameras with many exotic features
and controls. Neither the box camera nor the automatic
camera will be mentioned as they offer no control by
the photographer. With a box camera shooting depends upon
a proper amount of available light, which usually is bright
sunlight; and automatic cameras rarely allow the photo
grapher creative controls. Exposure is calculated and set
and there is no opportunity to select any different
combinations of exposure with the automatic cajnera.
What is important is to have a camera v/hich you
feel comfortable in using and that you are not baffled by
extra non essential frills. A camera v/ith adjustments of
the shutter and lens will satisfy most all photographic
problems, and it is this type of camera that will be
mentioned briefly.
Of the adjustable cameras available the tv/o types
generally mentioned on the market and in the classroom are:
1. 35mm Cameras
a.) Rangefinder
b) Single lens Reflex
2. Roll Film Camera
a}
Single lens Reflex
b) Twin lens Reflex
The 35mm and the roll film camera take different size film,
with the roll film camera producing the larger negative.
In addition there are differences in focusing systems with
the rangefinder, single lens reflex, and the twin lens
reflex cameras. With these focusing systems it is possible
to produce sharp negatives without having to estimate the
distance from the subject to the camera.
One system that is common to* both 35mm and roll
film cameras is incorporated in the single lens reflex
camera. The single lens reflex camera allows the photo
grapher to view and focus upon the subject v/ith the same
lens, therefore the image seen will be the image photo
graphed. By rotating the lens slowly the image comes into
focus on a ground glass and no further adjustments need be
made for a sharp photograph.
The twin lens reflex is only found in the roll
film camera, and generally produces a negative of 2^ x
2ij inches square, so the camera is generally called a 2-jr
camera. With this camera, one lens is used for taking the
photograph while the other lens is used exclusively for
focusing the image. The position of the lenses are such
that v/hen the photographer views the image on a ground
glass screen and rotates a focusing knob both lenses move
and will be in the proper position to give a sharp photo
graph when the image is viewed sharp on the ground glass.
This type of camera does present a slight problem to the
person v/ishing to photograph objects close up. With one
lens beside another, when a subject is viewed through the
viewing lens, the same area is not covered exactly by the
taking lens. This situation is called parallax.
The rangefinder is a system of focusing found in
different sizes of cameras, but for this explanation will
be considered when used in a 35mm camera. When the lens is
turned, only one image will appear in the viev/finder when
the subject is in focus. Out of focus, the subject will be
viewed as two images slightly out of register. This type of
focusing system is faster than the method of focusing an
image upon a ground glass which requires a certain amount
of light to make the image clearer in the viewfinder.
It should be mentioned that both single and twin
lens reflex cameras have, in many cases, a rangefinder
system of focusing incorporated v/ith the ground glass.
Although many persons have problems with focusing
the camera when they first start using it, the situation
changes after a few unsharp negatives and experience in
working with the camera is acquired. After focusing the
image the next requirement of the photographer is to make
adjustments with the lens opening and the shutter speed.
As previously mentioned exposure is the term used for the
amount of light that falls on the film and the shutter speed
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and lens opening (aperture) control the exposure. With any
one particular type of film there is only one proper amount
of exposure which will produce a well exposed negative.
Films vary in their sensitivity to light and therefore the
exposure settings must be changed
It is the shutter that controls the length of
time that the light reaches the film. The shutter opens and
closes depending upon the setting made by the photographer.
Shutter speeds are marked on the camera and usually follow
an arithemitic progression from one second to fractions of
a second. The speeds are marked: B, 1,2,4,8,15, 30, 60,125^
250,500. B stands for bulb and allows the lens to remain
open for times longer than one second, after that setting
comes one second, one half second, one quarter second, and
so on up to one five hundreth of a second. As the speed
is changed, the amount of light admitted to the film is
either cut in half or doubled. When the speed is changed
from 30 to 60 the light admitted is cut in half, and
changing a speed from 250 to 125 admitts twice as much
light. This is an important concept to learn and under
stand as it will later be applied v/ith the aperture. It
is the combination of aperture and shutter speed that
produces an exposure. With the understanding of the factors
(one half or double) by which the aperture and shutter speed
change it v/ill be possible to change the combinations of
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both yet keep the same exposure falling upon the film.
The aperture in the lens controls the amount of
light that falls on the film, and the term used is the lens
opening. The numbers used 'for this setting again are a
consta,nt and apply to all lenses no matter what size they
are. The numbers are called f-numbers and are marked on the
camera in this manner: f/1.4, f/2, f/2.8, f/4, f/5.6, f8,
f/11, f/l6, f/22, f/32. All cameras dcf not have this
complete a range of f-numbers and the usual range is from
f/2.8 to f/22. The term f-number is also commonly men
tioned as f~stop, the term is the same. When the lens is
changed from one number to the nearest number, the aperture
has been changed one stop. If the lens opening v/as moved
from f/22 to f/l6, you would be opening the aperture one
stop or letting twice as much light reach the film. The
numbers can become confusing, but remember that the factor
again is either one half or double. The smallest number on
the lens (f/1.4) refers to the largest lens opening or lets
in the most amount of light and each time the aperture is
moved to the next larger number the amount of light that
will reach the film is cut in half.
After understanding the use of the shutter speed
and the aperture controls individually, it is possible to
discover the combined use of both to produce the proper
exposure on the film and in addition produce different
20
qualities within the exposure, such as stop action or
increase motion, or an increase or decrease in the area of
focus in front of and behind the subject. A term used to
describe this area of focus is depth of field..
It is possible to control the range in which
objects in a photograph appear in focus by the selection of
a different f-number. There is more depth of field when a
small lens opening is used such as f/l6 or f/22, and less
depth of field when the lens opening is made greater and
moved towards the largest opening such as f/4 or f/2.8. In
addition to the size of the lens opening the depth of field
is also affected by focus. When you are focused on a
subject at a very close distance there is very little depth
of field, and there is
more"
depth of field when you focus
on a subject at a further distance. The use of depth of
field can be applied in many instances, such as using a
large lens opening to produce a distracting background out
of focus. By using a small lens opening it is possible to
insure a sharp focus on distant objects.
The shutter can also be used as a control.
Motion of the subject can be forzen by using a fast speed
like 1/250 or 1/500, and
just"
the opposite is true that
motion can be implied by the use of a slow speed.
What must also be remembered is that the relation
ship between shutter speed and the aperture is related to
10
the type of film and the lighting conditions and it may not
always be possible to combine the desired effect of depth
of field and control of motion if the indicated exposure is
out of the limits of the exposure combination. It is
necessary to choose one or the other at times. The next




All films have a certain sensitivity to light and
are assigned a number or ASA number v/hich is used when a
photographer uses a light meter to measure light. It is a
good idea to become familiar v/ith a method of estimating
exposure v/Ithout a meter so that photographs can be made
without depending upon the meter.
When films are packaged they include a sheet
giving the ASA number to be set on the light meter and also
include a pictogram v/ith estimated exposures under average
conditions. The terms generally used on the instruction
sheet are Bright Sun, Cloudy Bright, Heavy Overcast, and
A'
Open Shade. By applying the ASA speed of the film as the
shutter speed, for example an ASA of 125 would become 1/125
of a second, and setting the f/stop at f/l6 you v/ould have
the proper exposure for Bright Sun0 By increasing the lens
opening one f/stop for each catagory you would have a fair
estimate for achieving the proper exposure for that film
with average subjects. A very fast film with a ASA speed
of 400 would give these estimated exposures:
Bright Sun 1/400 at f/l6
Cloudy Bright 1/400 at f/ll
Heavy Overcast 1/400 at f/8
Open Shade 1/400 at f/5.6
When the ASA speed is not equal to a shutter speed, select
the closest shutter speed. In the examples above the 1/400
23
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would have to be placed at 1/500 on the camera. Remember
that the shutter speed and aperture are directly related
so there are combinations that give the same exposure,
using the example of the Heavy Overcast we find some of
these combinations:
1/400 at f/8 or (1/500 of f/8)
1/200 at f/11 or (1/250 at f/ll)
1/100 at f/16 or (1/125 at f/l6)
All of the above would give the same exposure to the film,
but would allow different degrees of motion and depth of
field; the best selection to stop action would be 1/400 at
f/8, (1/500 at f/8) while the best combination for depth of
field would be 1/100 (1/125 at f/l6 or better yet 1/50
(1/60) at f/22.
The light meter allows the photographer to
measure the light without having to estimate his exposure.
The use of a meter might seem very simple, but its appli
cation to exposure is more complex than many photographers
seem to realize. For instance there is no one proper
exposure for any certain film or subject. The film is
receiving many different exposures from many different areas
of the subject. Light meters are generally used to give an
average exposure for the subject and therefore cannot be
that exact in their calculations for proper exposure for
general areas. It is for this reason that it is recommended
that the photographer always go as close to his subject for
24
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a reading with the meter.
There are two general types of light meters in
use today, the Incident light meter and the Reflected
light meter. The Incident light meter measures the
intensity of the light falling on the subject from every
source. If the subject matter generally is of the average
brightness the meter will indicate a good exposure, but the
color of the subject or any texture is not considered in
the exposure calculation as the meter does not see the
subject. The calculation of the exposure for this meter is
based upon the concept that the average reflectance of all
subject matter is 18$. It would seem obvious that a photo
graph taken of snow v/ould be improper if taken with an
Incident meter, as snow itself reflects back over 80$ of
the light falling upon it.
With the Reflected light meter the photographer
has more control of his calculations of exposure as the
reflected light meter measures the light reflected from the
subject and not the light falling on the subject. With
this tEype of reading the photographer can read different
parts of the scene or subject and find out approximately
what tone of white, gray, or black the area will be. With
a knowledge of his film and the proper way to use the light
meter the photographer can alter the tones that the
subject will record on the film. A dark gray could be
25
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recorded as a light gray, or v/hite, or black. If the
Reflected meter is just used to measure the light from a
large subject it will average the light and give a
reading similar to that of the Incident meter,, considering
that average subject matter reflects about 18$ of the
light. In learning to work v/ith light meters and the
different exposures on film it is recommended that a
Reflected light meter be used.
After coming to an understanding of the use and
application of the camera controls, the shutter speed and
aperture and the method of establishing the proper
exposure it is possible to apply this knowledge to the
personal vision of the photographer to realize photographs
that axe technically competent and therefore can be dis
cussed in terms of the image and not of the technique.
Of course the use of the camera is only one part of the




Film is the sensitive material that receives the
image formed by the lens and changes during exposure. On
the sensitive material a latent or invisible image is
formed and remains invisible until the film is processedo
There are hundreds of different varieties of films all
*
with different characteristics. Within the types of
films generally used, there are differences that might
make use of one or another type important. Films have a
speed (ASA number) or a sensitivity to light, which range
from the slow films of ASA 32 to super speed films with an
ASA of 10,000. Like the relationship of shutter speed and
lens opening the ASA speeds are related. A film v/ith an
ASA of 32 is as sensitive to light as a film with an
ASA speed of 125 and therefore would require twice as much
exposure as the fast film if shooting the same subject.
Generally the selection of a sloxi/er film speed v/ill give
negatives v/ith more contrast than the negatives v/ith a
higher film speed The contrast refers to the ability of
a film to record different tones of gray. In addition to
the contrast the slower film will have less grain in the
negatives, the grain being the size of the sensitive material
within the film. The faster the film the larger the
particles and so, the more apparent the grain.
27
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For general use a film should be chosen with a
speed of about ASA 125 which will allow photographing
under many varied conditions and not hamper the photo
grapher with too slow a film or a film that is too fast for
sunlight. In selecting the film of any different speed
it must be remembered to set the ASA speed on the meter to
make the proper exposure calculations. After exposure the
film with its latent image is processed^ to produce a
negative, which is in turn printed onto a piece of
sensitive paper.
One of the first and most important steps in the
processing of film is to have the chemicals at the proper
temperature. There are tv/o
"standard"
temperatures used
today which are 68 or 75 ; 'ih addition the water used to
rinse the film should be of the same temperature. The
film being light sensitive until after processing must be
handled in total darkness so loading tanks have been made
into which the film Is put and then the remaining process
ing steps can be carried out under room light. The steps
consist of a developer v/hich reacts with the exposed
sensitive material and turns exposed areas black while not
affecting the non exposed areas. After developing the film
it is placed, into a stop bath v/hich neutralizes the
developer and stops the developing action. Fixation occurs
next, with a bath of hypo which dissolves all the unexposed and
17
undeveloped sensitive materials. After fixing a wash bath
is used to rinse away all the chemicals used in the
processing steps, and finally a bath in a detergent lets
the v/ater flow off and allows the film to dry without any
spots. At this point the fi3Lm is a negative of the subject
with original light areas now appearing dark and subjects
that were dark appear clear on the negative. To produce a
positive image ajiother step must be completed and that is
a process of printing the negatives either by contacting
the negative v/ith sensitive paper directly or by pro
jecting the image of the negative with an enlarger v/hich
allows the negative to produce large positive prints. When
not using the negatives for printing they should be stored
in sleeves for protection from scratches, if no protection




In order to obtain a positive image from the
negative it is necessary to print the negative, of which there
are two methods, contact printing a,nd projection printing
(Enlarging) . When a negative is placed in direct contact
with a piece of sensitive paper and exposed to light, a
contact print is made and will be of the same size as the
original negative. Unless negatives are made with a large
view or studio camera, the contact print is usually made
only so the photographer can see his image in the positive.
It is enlarging which is the manner by which most printing
is done and this method requires a light source which passes
through the negative and i projected by a lens onto a piece
of sensitive paper. As in a camera the lens is used to
focus the image and the size of the image is controlled by
the height of the enlarger. The further the negative is
moved away from the sensitive paper, the larger the image,
and the poorer the quality of the final print because the
image on the original negative is being magnified to a great
extent .
The camera uses film as its sensitive recording
material, while the printing system uses a sensitive piece
of paper with different types of coatings v/hich give the
photographer some control over his final print.
Photographic paper comes in many different sizes
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from 2-q- inches square to rolls 40 inches by many feet.
The most common sizes are 8 x 10 to l6 x 20 inches and
come in two different v/eights, single weight and double
weight. The double weight has more support and is
recommended for all printing with the exception of proof
or contact prints v/hen single weight paper is adequate.
The next classification of paper is its printing
grade or contrast grade. This indicates the type of
negative that will print best on that particular paper and
give the most reasonable appearing print when compared to
the original scene. When the negative v/as exposed in the
camera the lighting conditions might not have been average
in contrast. A sunny day at the bea.ch would produce a
contrasty negative with a great separation betv/een the
white and blacks, while photographs made on a dark overcast
day would be lacking In contrast or flat. The appearance
of a fla,t negative v/ould be one of little separation between
the different tones.
The grades of paper range from 0 to 6 with the
usual range being 1 to 4. Some paper is variable in its
contrast grade, which is controlled during printing
exposure with filters. This paper is called variable
contrast paper. Within the grades of 1 to 4, the numbers
indicate the paper to use with a certain type of negative.
For negatives with a great deal of contrast, such as those
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made on a sunny day, the number 1 paper probably v/ould be
the proper choice. Number 2 grade is to be used with
negatives of normal contrast and number 3 with negatives
that are slightly flat. The number 4 grade would be used
with the negatives with little contrast or very flat
negatives.
Selection of the proper grade of paper to print
on requires some practice by the photographer as to the
methods of printing and the quality and feeling that is
desired in the final print. Only by making prints over and
over can this knowledge be acquired. There is no correct
way to make any particular print, only a successful result
of the image originally desired by the photographer. Once
a careful technique has
be^n'
mastered and can be applied,




When a negative has been selected and the contrast
estimated then the process of printing can begin. When
both contact and projection printing, there is a proper
method of placing the negative in relation to the printing
paper. Both film and paper have been coated v/ith an
emulsion on one side and it is this emulsion that is light
sensitive. When printing it is necessary to have the tv/o
emulsions facing each other, so that the image will appear
correct. The emulsion side of the film is the dull side,
v/hile the shiny side is the supporting material. To decide
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which is which, look at the negative with light reflecting
off the surface, and the differences betv/een the two sides
will become apparent. With the photographic paper the
easiest method of telling the emulsion side is to see in
which direction the paper curls The paper alv/ays curls
towards the emulsion side. Remember always print with the
emulsion to the emulsion. When making an enlargement this
would mean that the negative would be placed with the dull
side down or facing the paper.
The printing paper is not as sensitive to light as
film and so it is possible to work under a safelight which
is recommended for the individual type of paper. The paper
is sensitive to white light or the light from the enlarger
or natural room light, it *ife this white light that produces
the exposure on the paper.
In order to select the proper exposure for the paper
it is necessary to make a test strip or expose the piece of
paper for different amounts of time. To accomplish this the
paper is covered with another heavy sheet allowing only one
area to be exposed when the light is turned on. Then the
covering paper is moved slightly and another exposure is
made. This is continued for 5 or 6 times. The length of
the individual exposure can vary but with average negative
times of five seconds can be used. With the covering piece
of paper being moved each time, the exposure builds up in
the uncovered areas and in the case of above the strip would
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have areas exposed to 5, 10, 15, 20, 25 and 30 seconds.
When this strip is developed a selection of the area that
appears the best can be made and then a full sheet of paper
exposed at this time.
After exposure, the paper must be developed to
produce the image, as the paper retains the latent image
until put into the proper solution. The temperature again
should be checked and kept about oo or 75 Developing
solution is placed into a tray and the print placed into the
solution as rapidly as possible. During development the
print should be agitated, and the length of time varies but
should be no less than \\ minutes. It is best to standardize
on a time, preferably 2 minutes. If the print gets too dark
before the developing time 6h over, do not pull the print
from the solution to save it. Make a new print v/ith less
exposure. After developing, the print goes into a stop bath
for 30 seconds, and then is placed into a tray of hypo v/hich
renders it insensitive to light. Do not turn on the white
light for at least one minute after the print is placed in
the hypo. After 8 to 10 minutes in the hypo the print should
be rinsed in v/ater and then placed into a solution of hypo
clearing agent which reduces the final v/ash time of the print
to 20 minutes after which the print is ready to be dried. If
the print has not been thoroughly fixed in the hypo bath or
has not been adequately v/ashed to remove the hypo, it is
possible that when the print is dried or at a
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later date, stains will appear and ruin the print. Great
care must be taken to follow these steps carefully and
completely.
After drying the print would be ready for
mounting and spotting. Spotting is necessary to remove
any dust or dirt that was on the negative at the time of print
exposure, so in order to save much time v/ith this process
it is best to thoroughly clean and dust the negative to be
immediately printed. If there are a few light spots that
appear the spotting solution can be used with a 00 brush
and blended v/ith the surrounding area, the method requires
practice but works very well to remove unsightly marks.
o
The mounting of the print is done v/ith a piece
of heat sealing paper that is placed betv/een the print and
the mounting board. When the print and board are placed
under a heated mounting press the sealing paper melts and
holds the print to the board. This method is the most
permanent and the neatest. Do not use rubber cement to
mount prints as the cement attacks the print.
As a final protection to the surface of the
print the surface can be v/axed with a clear paste wax or
wax medium, which is rubbed on and then buffed off. The
result Is a thin wax protection v/hich seals the print and
removes, any fingerprints. In addition the waxing makes
the print appear visually to have more contrast than a
35
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comparable unwaxed print. Take care to keep, the wax off





Selected Thoughts and Comments
On the pages that follow there is a selection of
36 different thoughts and comments from 21 individuals,
some active photographers and others authors and critics.
The material represents a period from shortly after the
birth of photography in 1839 to the present day and reflects
some personal philosophical viewpoints about photography
and life, and also some limited critical thoughts about the
photographic media.
The selection of these particular statements came
from an enormous volume of written material and v/ere chosen
to give the student a small but interesting section to read
and think about. It is hoped that the student v/ill be
stimulated by these few statements to discover what photo
graphy is all about and its relation to other areas of
expression0
Some time could be given within the class
situation to open discussion of these statements. It is
important that the course not become a dry laboratory
course in the technical aspects of photography.
26
Look, read, think, respond I
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Matisse was av/are, in 1908,
that "photography can provide
the most precious documents
existing. And Eugene Atget,




included Braque and Utrillo.
This faithful representation,
augmenting memory or extending
imagination, is the first, the
simplest, beauty of photo
graphy. For photography is
the medium most able to re
ceive and fix the external,
to collect and arrest, tone
and gesture of a particular
place.
Yet, more can be accomplished:
the particular can be re-
.
presented through eyes that
perceive the images the camera
both finds and records. Going
beyond representation, quicken
ing the still by a vision that
senses life behind its facade,
even when focusing most
explicitly on the face of
things, such photographs
achieve the transformation of
the particular into a signi
fication of the general, and
effectively realign our own
vision. Art does this. It
is not only the eye that "sees
most clearly at the center,
"
but the artist's whole being.
The vision beyond has not
alv/ays been available to those
who look at photographs, or to
photographers themselves. It
has been made available by
photographers who have con
sciously seen v/ith their inner
eye, who have insisted that
photography is more than the
magical mirror with a
e ory,"
and that it is not,
furthermore the ape of
painting. Their important
v/ork began at the turn of
39
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the century. While the mid-
nineteenth century had allowed
an art of the camera to exist
in isolated innocence, by the
century's end the eyes of the
salon practitioners had soften
ed their gaze on the glass.
They became fixed upon an
imitation of painting, and pro
duced, out of their illusions,
studio theatricals . Out of the
studio, the roll-film camera
("you push the button, v/e do
the rest") made it possible
for everyone to shoot up
territories; aim, not vision,
v/as needed. And in the cities,
technology took to its own
uses whatever machines could
be made to serve it, ex
tinguishing the individual
concept and the work of the
hands in the general wet
blanket of a progressing mass.
Photo-journalism could become
the new penny-dreadful, and
pictures v/orth less, by at
least half, than a thousand
words. All the elements
combined to undermine the
possibilities of the
mechanical recording device as
a form of expression. Its
aesthetic had to be proclaimed,
to be forcefully reclaimed, by
photographers who believed that
through their graphic
instrument they could see more
than meets the common eye.
Anita Ventura
Arts Yearbook #3
The Art Digest, Inc.
I am aware that in the tones
ranging from black to white,
images can occur which are
meaningful to me. I accept
40
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the challenge of this
potential which I am
attempting to explore while




I adhere to the techniques
of the earliest and most sincere
workers of the camera - straight,
unmanipulated pictures. .That
which I present is that which
I see. However, I work a
great deal in the romantic -
sur-realist as well as the
abstract manner, for I feel
that "more real than
real"
is





It is in the human and
emotional realm, that the
modern photographer has to
experience people and objects
....The modern photographer
does not think of photography
as an art form or of his photo
graph as an art object. But
every so often in this medium,
as in any creative medium, some
of the practioners are artists.
In modern photography that v/hich
is art, is so as the byproduct
of a serious and useful job,






Modern Photography, I think,
is photography taken nox\T, as
photography in 1935 was modern
photography then and became
old hat . . . only if it was bad .
If it is good it is timeless.
I could... talk about what is
bad photography. . .but it is
difficult to talk about good
photography. . .Photography. . .
is a matter of communication
in human terms and mostly
in human subjects, and I have
set this very simple problem
for myself, of showing
humanity in those terms that
interest me and in the




Some photographers ha.ve been
accused of imitatind sepia
drawings. I don't think this
has been intentional. The
art is in a transitional state,
and, if in the search for
perfection, the results of one
art have looked for a mement
like those of another, it
surely may be excused.
Let us consider Nature in our
art. Nature is the raw
material which in our alchymical
cameras we convert, v/hen
successful, into pictures. The
camera, or the use of it, should
be the predominant partner.
Nature bears the same relation
generally to the other means of
art as to photography, but
photography, although one of
the most exact means of
representation, is also, and
partly because of it, one of
the most limited means of
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interpreting Nature.
Photography is restricted by
compulsory truth. This






Photography to be an
experience for the spectator
must first be an experience
for the photographer. Not all
spectators can, or may wish to
respond to the experience of
the photographer 0 And it is
impossible for the photographer
to anticipate the experience-
potential of his spectators.
The--
photographer should
read, study and observe,
while continually photographing
in order to become more aware
of the v/orld of which he is a
part.
Ansel Adams
Comments from a show MY WORLD
In all of camera work the
only freshness is spirit and
spirit is the only quality in
art that forever eludes
imitation.
To show the moment to





At the beginning of a
photographer's life a photo
graph of a tree is a tree, a
photograph of a mountain, a
mountain, a photograph of a
pepper is a pepper, but as he
begins to be av/are of a v/ay of
camera work, of equivalents,
of photographs for contempla
tion, a photograph of a tree
is no longer. a tree but what-
else-it-is; a photograph of
a rock is no longer a rock
but an expression of his soul.
Then still later after due
growth has come to pass once
again a photograph of a tree
is a tree, a photograph of a
spurting wave is a wave and








my own personality on nature,
but v/ithout prejudice, with
out falsification, to become
identified with nature,
sublimating things seen into
things known - their very
essence - so that what I
record is not an interpreta
tion, my idea of v/hat nature
should be, but a revelation -
an absolute, impersonal
recognition of the significance
of facts.
Artists (fine ones) don't
copy nature, and when they do
.record quite literally the
presentation is such as to
arouse connototations quite
apart from the subject matter.
44
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No use to exactly copy a
butterfly
- better see it
floating in summer sky: but
to find a dead pelican,
photograph a few inches of
its wing so that white quills
dart from black barbs like
rays of light cutting a
night sky
- this is not
copying nature, but using her
with imaginative intent, to
a definite end.
Edward Weston
If a photograph is to
communicate its subject in all
its intensity, the relation
ship of form must be rigorous
ly established. Photography
implies the recognition of a
rythm in the world of real
things. What the eye does
is to find and focus on the
particular subject within the
mass of reality; v/hat the
camera does is simply to
register upon film the
decision made by the eye. We
look at and perceive a photo
graph, as a painting, in its
entirety and all in one glance.
In a photograph, composition
is the result of a simultaneous
coalition, the organic co
ordination of elements seen by
the eye. One does not add
composition as though it v/ere
an afterthought superimposed
on the basic subject material,
since it is impossible to
separate content from form.







Must the moment always
remain secret when a photo




The daguerrotype (sic) had
reached an early apogee in the
portraits of Hill; but until
the eighties he had nowhere
found a worthy successor. It
was in this decade that
a*
young American, studying to
be an engineer in the
Polytechnic at Berlin. . .
became interested in its photo
graphic courses, and abandoned
his chosen profession for
photography. The name of this
student was Alfred Stieglitz,
and the fact that he approached
photography from engineering,
rather from the graphic arts,
only makes the example a more
classic one, for photography,
still and in motion, is one of
the machine's chief contribu
tions to human enjoyment. . .
For the deliberate organiza
tion of the painter, the photo
grapher must substitute another
human quality: patience,, In
the course of a day, the eye
beholds a thousand pictures;
perhaps three or four of these
have the elements of significant
experience, fully organized,
and perhaps one of them fulfills
the relationships of position,
sunlight, exposure, and angle
necessary for the photo-chemical
process itself. Stieglitz 's
records of America in the early
nineties, some of which may
still be examined in the pages
of Camera Work, belong to the
46
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America of Eakin's portraits,
the America of the Brooklyn
Bridge: honest, sensitive
factual. For Stieglitz photo
graphy v/as not merely a matter
of making pictures: it was
an attitude tov/ard life as a
whole, an acknowledgment of the
personalities and forces around
him, an attempt to embrace them,
hold them, comment upon them,
interpret them, continue along
the lines of their development.
Whether photography Is an
art or not did not concern
him: indeed, why should It
concern anyone? If the
result is interesting, the
nomenclature is unimportant...
Other men learned Stieglitz 's
lessons, his respect for the
machine, his unwillingness to
prettify its effects, his
pleasure in the curious
veracity of light. The work
of Paul Strand and Charles
Sheeler stands close to
Stieglitz 's at least in its
resolute objectivity.
But Stieglitz 's mission in
photography was like Wright
'
s
in architecture: he was to
demonstrate its manifold
potentialities. He had faith
in the photograph as a means
of education; he foresaw the
increasing importance of the
photographically illustrated
paper; he preached the lesson
of the concrete symbol, the
symbol beyond words, so
necessary in an age that had
closed half the world to itself
by the great education device
of literacy. . . .
Objectivity by restruction
is easy: objectivity by
inclusion is a more arduous






I detest tradition for
tradition's sake; the
half-
alive; that which is not real.
I feel no hatred of individuals,
but of customs, traditions;
superstitions that go against
life, against truth, against
the reality of experience,
against the spontaneous living
out of the sense of wonder -




Of course, there will alv/ays
be those who look only at
technique, who ask
"how,"
while others of a more curious
nature will ask
"why."




Modern Photography Nov. 1957
I believe that most creative
a,rtists v/orthy of the name, of
whatever school or medium be it
pen or brush,marble or scale of
tones, have an inner world of
inspiration which interpene
trates this world of action,
and into this sanctuary they
may, yea must, at times retire
for meditation and refreshment.
Some say in sleep this state
is reached, and
dreams- the
bringing back of some vague
glimmerings of the waking life;
but the v/ay is more firm than
this, and happy is he who finds
the central v/ay.
Alvin Langdon Coburn




It has always been my belief
that the true artist, like the
true scientist, is a researcher
using materials and techniques
to dig into the truth and
meaning of the v/orld In v/hich
he himself lives; and what he
creates, or better perhaps,
brings back, are the objective
results of his explorations.
The measure of his talent - of
his genius, if you v/ill
- is
the richness he finds in such
a life's voyage of discovery
and the effectiveness with
which he is able to embody it
through his chosen medium.
Paul Strand
Photographic Journa,!
Vol. 103, No. 7, 1953
Z>
. . .as the language or
vocabulary of photography has
been extended, the emphasis
of meaning has shifted
- shifted
from what the world looks like
to what we want the world to
mean.
...the object serves only a
personal need and the require
ments of the picture. Thus
rocks are sculptured forms; a
section of common decorative
ironwork, springing rhythmic
shapes; fragments of paper
sticking to a wall, a con
versation piece. And these
forms, totems, masks, figures,
shapes, images, must finally
take their place in the tonal
field of the picture. . .The
object has entered the picture,
in a sense; it has been photo
graphed directly. But it is
often unrecognizable; for it




from its customary neighbors
and forced into new relation




Black and v/hite are the colors
of photography. To me, they
symbolize the alternatives of
hope and despair to v/hich man
kind is forever subjected.
Most of my photographs are of
people; they are seen simply,
as through the eyes of the
man in the street. There is
one thing the photograph must
contain, the humanity of the






not enough - there
has to be vision^ and the two
together can make a good
photograph. It is difficult
to describe this thin line




Photography would be better
if its elements v/ere not so easily
comprehended as to make it
almost a frivolous pursuit, and
to cause it to be included with
amusements and recreations.
Painters ought to be more
grateful to us than they are.
Besides providing some of them
with subjects, we have taught
them v/hat to avoid - educated




principle - and art has
vastly improved during the
half-century of our existence.
We have made the column and
curtain background absurd.
When our art v/as born painters
thought nothing of violating
perspective by placing the
horizon as low as the feet of
their portraits, and made no
difficulties about hanging
heavy curtains from the sky,
and we are still fulfilling
our useful mission of showing
artists the ridiculous things
they ought not to do, but it
is asking too much to pro
vide subjects for them - idea,
composition, and detail. A
painter should never use photo
graphy until he is capable of
getting on without it, and
then he should make his own
photographs. To copy another
man's work is not honest, and
is a lazy and mischievous
method of attempting to make
a living.
Henry P. Robinson
Paradoxes of Art, Science,
and Photography 1892
. . .As a means of personal
expression (photography) is
only limited by the caliber of
the operator .. .The photographer
is more and more free to move
around in the larger world
which has been offered to
him...There is a tendency to
think that painting and photo
graphy are converging roads,
that photography is a short
cut to an equivalent in
painting. This could bring
us back to the bromoil which
51
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hoped to be a crayon drawing.
Why make the same mistake
again v/hen there are so many
new ones that can be made?
There is a tendency in
current abstract photography
to disguise the source, nature,
by using unidentifiable forms.
This is to encroach upon the
field of painting. It is...
within the province of the
photographer to seek. . .under
lying abstract structure, and
having found it to his
satisfaction, to record i*t
with his camera v/ith an
exactitude not to be achieved
through any other medium.
The result is an ima,ge which
has passed through a lens and
having been projected upon a
sensitized emulsion makes an




One advantage of the discovery
of the Photographic Art v/ill
be, that it will enable us to
introduce into our pictures a
multitude of minute details
which add to the truth and
reality of the representation,
but which no artist would take
the trouble to copy faithfully
from nature.
Contenting himself with a
general effect, he v/ould
probably deem it beneath his
genius to copy every accident
of light and shade; nor could
he do so indeed, without a
disproportionate expenditure
of time and trouble, which




Nevertheless, it is v/ell to
have the means at our disposal
of introducing these minutiae
without any additional trouble,
for they v/ill sometimes be
found to give an air of variety
beyond expectation to the
scene represented.
William Henry Fox Talbot
The Pencil of Nature
Plate X: The Haystack
1844
For centuries man has striven
to re-create and extend his
concept of the v/orld through
pictures. Prior to the
invention of photography,
mechanical and optical devices,
(camera obscura, camera ludida,
pantograph, etc . ) were quite
often employed to heighten the
illusion and reality of events
portrayed on the picture plane.
The development of a stable
method for recording and making
permanent an image of external
objects by means of a lens or
other image-forming devices
developed as a natural exten
sion of this concern for
representation, which of
necessity would produce the
invention of photography, out
of a physio-chemical order, an
implosion of scientific
inquiry in the nineteenth
century created its own bio
grapher v/ith an unprecedented






I v/as discovering a v/orld of
my ov/n
- of endless mysteries
and miracles v/hich I gradually
came to analyze and understand
without losing the sense of
Wonder - Every step In develop





living. - Every photograph v/as
really nothing more than an
experiment in life - and in
technical v/ork.
I am the moment. But I#am
the moment with all of
myself. And anyone is free
to be the moment with me.
When I am asked why I do not
sign my photographs, I reply:
"is the sky signed?
Alfred Stieglitz
Aperture 8:1
Photography is a young and
vibrant art; the few great
workers in this field have
made only so many scratches
on its surface. It is true
that, as a general rule,
layer upon layer of obscurity
obliterate the idenity of real
photography. It is also true,
however, that some of the most
profound, disturbing, and
intense statements being made
in any visual art today are the
expressions of photographers.
The infinity of light, the
infinity of motion, the infinity
of form - these are the domain
of photography. To seize what
is significant, v/hat passes a
thousand eyes which give no
sign of recognition or rapport;
to see v/ith the incredulousness
54
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of a blind person's first
receiving sight; to love and
assimilate the forms app
rehensible by vision - these
are the prerogatives of this
art. Walt Whitman spoke for
photographers v/hen he said:




Photography - The Obscured
Art
Today the photograph is being
considered as a relative
artifact of metaphoric concern,
much in the same sense as an
automobile, comic strip, or
soup can. If v/e consider man's
visualizing activities in
relation to the photographic
picture, then we may readily
understand how the nature of
sequential concerns, or the
multiple exposure, might be
considered more naturalistic
perceptually than our traditionally
held concept of the straight photo
graph.
Nathan Lyons
The Persistence of Vision
Rochester, N.Yr~I35"7
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The image on the metal plate was pro
duced by exposing a offset printing
plate with a negative. In this example
a page from a magazine was used to
produce a multiple image.
The particular plate used was a 3M
"R"
presensitized plate which gives
the magenta tone to the image. After
exposure to a carbon arch lamp for
five minutes the plate was gummed and
developed with the type R gum and
developed provided by 3M company.
The image area is light hardened and
remains on the plate while the%other
coating lifts off.
This type of plate could be made
as the finished image itself or
could be used in printing making




Page two of the illustrations has
two small photographic prints which
give an example of a reducing agent
upon a print.
The top print has not been touched
with the reducer while the bottom
print has been palced in Kodak Farmers
Reducer 1:10 for ten minutes. The
agent reduces the silver within the
print and when carried to this point
lightenes the overall density of the
print.
On page three and four two nude%
have peen placed in the reducer at
full strength which has removed all
traces of the image except the area
of greatest density. The black silver
image becomes a soft warm yellow, and
in the case of these print give a





There are types of photographic
papers that are used for printing
only black and white images which
are used in paste up and image
reading situations. In using the
high contrast these papers give in
conjunction with a normal negative
or slide, it is possible to reduce
the tonal range of the resulting
image.
Page five and six give an example
of printing color slides on Kodak
Ektamatic T Photomechanical Paper.
Page five has a multiple image
produced by printing two slides on
the one sheet of paper before pro
cessing. Page six has been overexposed
and therefore has flare about the
edges of the image. Most all of the
middle tones have been lost and so




Kodak has a film used in the graphic
arts for producing a negative ready
for the printer f> make a plate from.
The film is Autoscreen Ortho and gives
a screen of 133 lines per inch. A neg
ative exposed on to this film is im
mediately changed into a half tone
image.
On page seven a negative has been
exposed to the film and although
the image looks like a continous
tone, it is really little squares
of bl?ck and white.
Large. sheets of this film could be
exposed to varied images and then
combined as transparent visual
materials or used in a construction
of light modulators. This negative
used to produce an image on a




A sensitizing solution was made
for the images seen on pages eight,
nine, and ten. This solution is easy
to make and gives a good image on a
smooth surface. VJith the exception
of smooth surfaces like glass it
is possible to coat most any material
and achieve a result.
Page eight has the first print attempted
and is included for that reason. The
coating was thin and not enough
exposure was given. Rice paper was
laid on the surface of the solution
and then hung to dry in a dark place.
A negative was placed in contact with
the sensitized material and exposed
to sun light. It is possible to see
the change and after about five minutes
the material is rinsed in water to
remove all the unexposed sensitizer.
A solution of hypo was placed on the
image which darkened the tone.
Two canvases were coated with the
solution and used in paintings.
The tonal quality of the darkened
sensitizer with no image was used
in the canvas in page nine.
The use of the sensitized is limited
by the ability of the material to
stick on the surface, and to the
ability of the artist to use the
solution for areas of creative ex
pression.
The formula is:
Ferric Ammonium Citrate 3oz.
Tartaric Acid %oz.
Silver Nitrate l^oz.





Upon completion of this thesis project
there are elements that upon review
come into clearer perspective as to
the effective use within the course.
Many of the processes that were
experimented with were learning
experiences for the author and proved
to offer many hours of excitement as
results were produced.
The time spent reading gave new insight
into the use of ones mind as a tool
for inner growth and the outward
manifestation of this growth through
expression - VISUALLY.
I will never be satisfied with the
resulting production of this thesis,
but at this present, immediate time
I honestly believe that the concept
of the course would work, work suc
cessfully, and provide an exciting
and challenging involvement for the
student.
There will never be a conclusion to
the work on this thesis. As I continue
to teach I shall use the concept of
the project and make changes and




it possibly can be made by me.
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